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Daphne was one of the most famous loves of Apollo. She was the daughter of a river, and she had decided to remain unmarried.
One day, Apollo saw Eros playing with his arrows and said, "Little boy, what are you doing with a man's arrows?
Leave the archery to me, and be content with your own play things!" "Apollo, you don't scare me.
My arrows are more powerful than yours, and even your medicines can not heal the wounds they cause," Eros replied, taking two arrows from his quiver. One arrow of love, and the other of dislike.
He struck Apollo with the arrow of love, and struck Daphne, who happened to be near by with the arrow that will repel it.
Instantly, Apollo fell in love with Daphne and was determined to woo her. But Daphne did not want Apollo's love, and ran away from him. "Daphne my love," Apollo said, running after her. " Do you not recognize me?
I am the God of Light, the song, the lyre, and many others! Do not tell me that you do not know me! I am also the God of the oracle of Delphi, I will tell you your future!" But although Apollo offered to show Daphne her future, he did not look into his own.
Still, with many words said and done, and many miles run between the two, Daphne still refused Apollo, and ran away.
Finally, Daphne was beginning to grow tired, and still, Apollo was running after her. She prayed to her father to protect her from Apollo. Daphne's arms began turning into tree limbs, her body hardened and turned stiff.
Her face turned to wood while her hair turned green, and her feet sank into the ground to become roots. When Apollo reached her, he found a tree in her place. She had become a laurel tree.
Apollo took her leaves and made it into a wreath.
That wreath was then awarded to all victors at Olympic games as the highest honor possible.' In the next section, entitled Vivace (tempo marking 160 equals quarter note), we arrive at a cadence and then are reintroduced to the triple meter with a new theme. We stay in this meter (with a few stints into a duple meter)
Dr
for quite some time. The rhythms alter from the primary part of the theme to the secondary as seen below in example one and two. The first part of the theme being based on a sixteenth and eighth note passage, and the second doubling the value of the rhythms, being based on eighths and quarter notes. and these act as harmonic' progression or introductions to new thematic material.
Due to the fact that chordal playing does take a good deal more strength, concentration, and effort, I feel it is this reason that even though the piece employs a fast tempo, the rhythms are rarely shorter than that of an eighth note. In fact, there is no section save the opening motive of the Vivace, that uses a chord with sixteenth note.
Chapter Five: Vertical Models
It is in this section that I harmonically analyze the piece as a whole. Dr. Juusela wrote the piece using traditional tonal/modal writing. Using a traditional pitch analysis, we can see that the piece is based in the key of D Major. It is not until the twenty-sixth measure that we see some deviation from the key of D to E flat Ionian.
After The next six measures prepare us for the harmonic progressions we will encounter in the following section.
The section gives the impression of being in D flat
Phrygian but could not be considered as such with the absence of F flats. This section quickly changes to D Locrian as we see in the example on the following page. However, when the call portion of the theme is immediately repeated, the line only consists of four measures as seen in example 4 below.
Ex. 4 2
This theme again takes the shape of a bell shaped curve, but in the opposite direction in a falling motion then rising motion. Whereas the piece began in a rising and falling motion, the Vivace does the exact opposite and begins with the high note leading its way down to the lower notes.
If we were just to look at the notes as a straight line continuously connected throughout the music, it would be much easier to see the development of the theme, and as to when a new theme is introduced. Apollo and Daphne is a wonderful work in my opinion.
The cello rarely has an opportunity in modern music to display its resonant characteristics. The work is well written for the cello in that Dr. Juusela, being a cellist himself, has a great deal of knowledge about the capabilities of the instrument. It is with the combination of chords, harmonics, and extreme dynamics, that the cello is given the opportunity to, for lack of a better phrase, show off. To state it simply, Dr. Juusela has taken a wonderful piece of music, and combined it with a wonderful instrument.
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